The goal of this article is to form an argument implementing the seeming advantage of bringing in not just technological and theoretical avant-garde to the terms of innovation and development, but to invite the whole body into the forming of the future, thereby seeing the term innovation from a material perspective. While with increasing frequency, the art field today approaches subject matter that is primarily societal, we would like to introduce the potential for a mutual approach, focusing on the single human body and it´s relation to the concrete artwork. Specifically, seeing the art field as a central part of the creation of engagement and progress that can instigate another form of efficiency and present an expanded understanding of what innovative activity can be, and how it is perceived and comprehended.
established perceptions of innovation or societal development, nor does it want to redefine these terms in any way. Instead, it seeks to present another perspective on where macro-level development and creative processes can have their starting point in the context of innovative activity and societal development; the sensuousness, the bodily experience, and the human closeness to its surroundings are set in relation to the more general societal macro-perspective. Museum's right to use this area for expansion and to improve their facilities. The discussion has been going on for years. The area's history of use shows both an ice skating rink and a playground, and the potential expansion of the National Museum to be built here, has resulted in multiple reactions against what many have defined as a plan pertaining merely to the culturally high class citizens, thereby excluding part of the community's participants (Nordengen, 2007) . Then, after years as a parking lot, Tullinløkka was suddenly filled with Lego bricks via The Collectivity Project, which invited people to participate in a building activity and gave them the opportunity to create a visual representation of their dream situation for the area. At first glance, The Collectivity Project might, to many, seem like a mere playground for brick building-an isolated activity, not contributing to anything in particular, other than the immediate and temporary fun and well-being of the individual participants. How can such a project, clearly related to fantasy and play, in any way actualize development or innovative thinking from a material approach? To discuss this matter effectively, we need to look at the term "innovation," as it relates to this article.
The word "innovation" comes from the Latin innovare, which means renewing, or creating something new. Ideation is central in this aspect, as it stands for the process of creating new ideas. Nonetheless, associate professor Erik Lerdahl states that innovation is not established before the idea is implemented and integrated in an organization (Lerdahl, 2007, p. 300) . Specifically, before it is considered an innovation, it has to be applied, taken into use or production that answers a certain need or problem, and value of some form has to have been created. The result and benefit driven way of thinking places a considerable focus on concrete and observable results-efficiency, rationality, and profit. The means of the process is given less space, as the competition between businesses or goods are normally cost and market driven. The connections of innovation and economic value and increase are closely linked to the identification of needs from consumer groups, and a circle of production of beneficial and efficient ideas and merchandise is established. This is one reason why innovation is so often closely associated with high technology, quick growth, and modern radical impulses (Foros & Vetlesen 2012, p. 244f) . It has become synonymous with sense and reason, which in itself is a good thing, since it can variously instigate technological development, knowledge growth, and enhance numerous forms of patterns and methods.
Nonetheless, this article debates another approach to thinking in innovative terms, which relates to new methods of development, where the process is a central aspect, and the goal is not necessarily specified in advance, although it is still determined within defined themes or issues. As innovative thinking and development often start with creative thinking and abstract ideas, there are obvious parallels to the process of play, which becomes a central perspective in our approach toward The Collectivity Project.
The potential of play -structures of creativity and development
The philosopher Friedrich Schiller explains that the need for and the ability to play and imagine things is what separates man from animal (Schiller, 2008) . He defines our curiosity toward illusion as the main expansion of the human mind, and as a crucial step toward culture (Schiller, 2008, p. 95) . From this perspective, sticking to reality would be parallel to limiting our cognitive skills. The philosopher HansGeorg Gadamer has similar views; playing has both a bodily and a reflective aspect to it. The sensuous and bodily activity of play and fantasy is not comprehensible with fooling, lying, or cheating, but rather connected to the development and creation of new and understandable structures (Gadamer, 2004) .
Historically, this has been exemplified by traditional gender patterns such as boys playing with cars, machines, and toy swords-thereby achieving the skills to protect themselves and provide for a potential family; and girls playing with dolls-thus preparing for their likely future role as mothers. The role-play, a pretending game, is not merely fantasy, but it relates to a future reality of independence and responsibility (Sigsgaard & Varnhild, 1982) . Both the theories and the former example imply that the line between reality and fantasy is blurred; playing is not constructed or artificial, but it exists as a deep, embodied biological and anthropologic instinct in every human being (Gadamer, 2004 attention to the fact that we all carry the absurd feeling that destroying the picture will also hurt the person in it (Gombrich, 1995, p. 20) . The visual aspect has a kind of power over us that we automatically connect with the involvement of something bodily or sensuous. The same thing happens when putting on a maskwhether it is part of a ceremony in a primitive tribe in the jungle, an actor participating in a play, or a couple of kids playing together-when putting on a mask, both our mind and body transform into the clown or the bear presented by the mask, and the boundaries between the ceasing of reality and the beginning of fantasy become blurred (Gombrich, 1995, p. 23 ).
The French philosopher Jacques Rancière furthers the discussion by arguing that even reality primarily has to be in a state of fiction before becoming real (Rancière, 2012, p.50 (Gauntlett, 2011, p. 74) . The American writer and lecturer, Susan
Cain, states similar views on the location of the core of creativity. Through strict research on introversion, she rejects the unambiguous relationship between being the loudest speaker and having the best ideas or solutions to a problem. When looking at the lives of the most creative people, she explains that psychologists find that these people are very good at exchanging and advancing ideas, but also that, for the most part, they develop these ideas when they are alone. Among others, Cain mentions Charles Darwin and Steve Jobs; she says that because these artists were able to develop their ideas through independent activity, they made important innovations. Without their opportunity to work alone, we would not have the Apple computer, Einstein's theory of relativity, or even van Gogh's sunflowers, Cain claims (Cain, 2012, p. 21.) .
This introvert method of describing the nucleus of creativity is obviously not related to The
Collectivity Project in a logical way-just look at the name; collectivity. The Collectivity Project presents a focus on common action and creation. Still, projects like this very often start with the thoughts of a single artist on a particular subject, him or her alone laying a foundation for further action. It relates to the theory of relational aesthetics, decribed by Nicholas Bourriaud -a way of focusing on art as an exploration and thereby allowing them to control the development of the artist's intention. Not to underestimate the single human being's creative feature, nor the artist or the co-creator, and not to underestimate the possibility of them creating a common reflection and development that can benefit the community or others-this demonstrates that introvert creativity can become extrovert action. Cain compares it to the example of leader figures in all big religions; they are all seekers who turn to themselves and get profound epiphanies and revelations, which they bring back to the rest of the community; just like play, development starts with the single individual (Cain, 2012) . Creativity is linked to everyday life and the single bodily mass, which in the next step can become critical in a larger context.
Looking at these perspectives on creativity, this article also suggests that creativity should not only be defined based on the activity itself-how simple or advanced a thing or a process looks, or how simple or innovative the actual methods of work are-it should rather be defined based on the processes and the results it generates and/or to which it contributes. Creativity, as Gauntlett states, needs to be linked to everyday life and the consumers of society, which is an additional prerequisite for development and innovation (Gauntlett, 2011) .With the link between the imaginary play with the Lego bricks and the actual situation for Tullinløkka, The Collectivity Project operates in a kind of balance between reality and fiction, which creativity and actual development represents. As a close connection to play, the project uses one of the best-known toys of the world-Lego bricks, which also has its reference to play through the name Lego, LE(g) GO(dt), meaning play well (Lipkowitz, 2009) . By stacking the bricks to form personal individual houses and buildings, the fantasy and creativity of the participants are put into play. The activity is physical and individual. While the bodily and sensuous focus does not exclude other activities and processes, looking at the situation from the bodily and sensuous perspective clarifies this proposition. The permanence of my own body (…) is not at the extremity of some indefinite exploration; it defies exploration and is always presented to me from the same angle. Its permanence is not a permanence in the world, but a permanence on my part (Merleau-Ponty, 1962, p. 90) .
Development from the bodily point of view
What he means by this is that you cannot move around your own body, but your body can move around different objects and artifacts. It is the body's position in a room that defines the perspective in relation to, for example, a chair (Merlau-Ponty, 1962, p. 98) . Walking around the chair will show a number of different angles and perspectives. Touching the chair or sitting on it, brings different conceptions of the chair as well. The example indicates that movement and close contact with concrete surroundings generates a more complete understanding of the perceptible world-one has the possibility to take different positions, both bodily and intellectually.
The theories emphasize that a body is not something that we have or do not have. When thinking, the mind is always connected to our sentient body, which is the only thing we can feel and know the world through-we are never detached from our own biological materiality, nor can we switch or change it (Tin, 2011, p. 33, 208) . This indicates that our living body has to have access to the outer world to be able to think and reflect. It happens through our senses-and this is exactly why we have to see the body as an integrated part of man, as a whole, rather than contemplating it as an object limited to physical skill. For the living body to articulate meaning, action has to stand as a catalyst, and the creation of meaning requires interplay. For example, the fact that instruction manuals are frequently written by people who have never touched or even seen the object they are describing in real life, is in many cases, the reason why the manuals are so hard to understand. There is a missing link between the producer and the user. On the other hand, looking at the work of a painter, this relation will look different; the painter starts his work of creation by laying the first stroke of color to his or her canvas. The artist develops the motif through continual relations between new colors and forms to the canvas, being in close contact with the object of work. Still, for the result to be fully successful, the artist has to put down the paintbrush and take a few steps back to see the creation from a distance, where new perspectives and ideas develop. The procedure is not merely theoretical or practical, but an alternation between impression and expression, which together creates a whole (Tin 2011, p. 203f has taught us anything, they maintain it is that politics has its limits and boundaries, and that state business, public bureaucracy, and large-scale programs do not necessarily lead down the intentional or right path. In contrast to this perspective, they imply that a lot can grow from the other side of the fence. Since The Collectivity Project uses white bricks, this statement of timelessness is even stronger, and this places the toy product in a more general category, suited for a work in the art field. By using this known toy product, the art project works with a material that puts the children's imagination in front (Lipkowitz, 2009) ; the user decides what the results should be or which story to play out. This is further enhanced by the fact that it is easy to stack and disassemble, which opens up for endless possibilities of development and change along the way. Just like drawing or playing with a doll, there are few limitations for a fantasy or story to play out. The basic structures of which the material and the activity consists, offer the user the ability to adjust and develop the stacking onto their creative level-it follows the user's development through life, enhancing the complexity of the building activity at the user's individual pace.
This demonstrates the product´s open-endedness on many levels-the person stacking and organizing the bricks is the one who decides how this process is going to end, when it is going to end, and what will come of it. It represents a way of playing that can relate fully to the playing children or person's aspirations, interests, and wishes-their creativity and knowledge. As it puts the active participant's cognition, focus, and style in the center of the creative process, it opens up for the thought of co-creation, making the individual thoughts and reflections important. As the Lego example is not exclusive, on a general level, it relates to the active creation through materials where the bodily focus becomes clear.
Highlighting the aspect of consciousness as it relates to the project, the actual Lego bricks stand as an example of how the connection to our outer world works. While Foros and Vetlesen discuss the ability to create connections by displaying everyday life in a larger context, several theorists emphasize the benefit of involvement of the art field in this matter, thus demonstrating how the relationship between art, social, and societal matters is evident. French art philosopher and curator, Nicolas Bourriaud, and his subject peer, philosopher Jacques Rancière, are central voices in the context of the applied arts in relation to societal preferences. Their perspectives can complement the understanding of how the individual and the environment he or she is a part of relates to each other in terms of consciousness, and thus propose The Collectivity Project's meaning in a larger context; are we producers or consumers of our own environment? How do we relate to our own surroundings? 
Creating connections: Inter-relational space
Rancière states, "Art no longer wants to respond to the excess of commodities and signs, but to a lack of connections" (Ranciére, 2004, p. 90) . Bourriaud means this is where art becomes political, (Bourriaud, 2006, p. 21) , and emphasizes that the way we live our lives today has changed tremendously in the last decades. Modern urbanization has developed a rapid and overwhelming expansion of social and human conjunction and individual mobility, the general mechanization of social relations has gradually reduced the inter-human and relational room. Machines and mechanical processes now do the work that previously offered humans the opportunity for the exchange of ideas. Even face-to-face meetings between peoplereal relations-are being objectified, Bourriaud says (2006, p. 21, 10) . The imbalance seems to touch upon the theme of proximity-to ourselves, the relation to others, and to our material environment (Bourriaud, 2006: 10) . Represented as a reification or commodity, human relations become part of market-driven processes. Bourriaud compares the current society's organization around efficiency and expansion with a freeway; it allows us to travel faster, in a more adequate or sufficient way, so we can reach our goal even quicker. Still, he emphasizes that this freeway mode of living also has the adverse ability to convert and transform its users into nothing more than mere consumers of time, space, and material (Bourriaud 2006, p. 9) . His proposition seems to fit the template presented by Vetlesen and elaborated through research ascertaining the inverse proportion of the coherence between happiness and prosperity/wealth (Vetlesen, 2012) . Vetlesen states that the ability to reflect upon single matters in a non-abstract way, connecting thoughts and actions, disappears in this race for the next assignment or goal, making people solely consumers of society´s practice (Vetlesen, 2012) . Similarly, art historian Tanya Harrod calls attention to the fact that today, a considerable majority of consumers, in proportion to producers, point toward a troubling future, variously concerning the economy, environmental issues, and the general development of society (Harrod 2004, p.40ff) .
It is in this matter that Bourriaud implies the need for other forms of social relations, which are no longer presented as reified or as a commodity. As philosopher and sociologist Zygmunt Bauman points to the critical importance of our basic ability to be emotionally affected by what is being done to other living creatures and surroundings (Foros & Veltesen, 2012, p. 243; Bauman, 1993, p. 247ff) , what comes within sight is a gap between the modern world and the people living in it. With the increasingly prevalent environmental, economic, and social challenges in our society today, the question of affectedness is noticeable; not grounded exclusively in the matter of being affected, but this affectedness in connection to being able to trigger and instigate reflection and raise consciousness and engagement. This can further stimulate the active individual participant, and create motion toward a society of both individual and shared consciousness and development. By demonstrating how being close to the material of action can develop thoughts on sustainability and encourage values closely connected to an innovative way of thinking, The Collectivity Project is "playing out" these issues.
Lego bricks are a product of design, and in the design field, making long lasting environmentally friendly products is considered a standard (Gulden & Moestue, 2011) . Indeed, the goal of producing long lasting products is as much a question of the connection between the product and the consumer as it is about the actual material quality. Cultural theorists Celia Lury and Scott Lash, describe this through branding, what they see as a virtual reality (Lury & Lash, 2007) . We become emotionally attached to a product and give it a personal value through our activity and experience with it. Lury and Lash maintain that this creates a feeling of closeness and ownership to the actual object of use, which in the best-case scenario will affect the product's lifetime in a positive way (Gulden & Moestue, 2011) . Lego bricks have a successful history in the toy design field, as they are still being passed down through generations. Even though the styles have changed, the bricks are still seen as valuable. Through memory and alternative ways of building, the users have become attached to them. Their open-endedness makes them timeless and defines a quality in terms of duration, which creates an emotional attachment that prevents the users from throwing them in the garbage. This long lasting ideal through which the design field frequently operates, and that Lego explicitly exemplifies, demonstrates that emotional connections to our surroundings makes us aware of the necessity to engage in and take care of these things: We dwell on them (Sennett, 2009, p. 24) . This leads to a potential contradiction, implied by Bourriaud, to the discussion of the unconscious and volatile relationship between man, material, and environment. With this insight, the Lego design branding-in spite of the fact that it is a part of a field related to production, sales, marketing, and commodity, all of which Bourriaud mentions as challenges-can actually stand as an example of a way to think and act in the process of societal development and innovative terms. The brick building is not merely a process toward finishing a work of art or a fantasy building at Tullinløkka. The dwelling, development, awareness, and ownership that this activity generates are just as important as the actual result of the process. For the successful finished product to be carried out into real life-fantasy, creativity, and dwelling need to come first-just as Schiller and Gadamer propose, and as Lerdahl states, this is essential to making innovative activity possible.
In this way, the phenomenon of branding can demonstrate the effect that a material or an object can have on us, and The Collectivity Project´s Lego bricks have the ability to show this connection between material, body, and awareness. Nonetheless, put into the context of The Collectivity Project, branding must be seen in a broader context. Stating its message with the help of Lego, the art project uses material or objects with which people have a positive connection, and creates connections based on, or through this connection. It truly demonstrates the potential that resides within the close contact and 210 Volume 2, No 2 (2013) interaction between body and material, as the ownership is not just linked to the actual object, but to the subject matter of the process -the bonding turns co-creation into co-participation. This is where societal matters become actual, and in this case, at Tullinløkka in particular. Since Lego bricks and the act of playing are connected to thinking forward through creativity-both according to Cain´s introvert creative human being and between the introvert and society-so too is the meaning of The Collectivity Project.
InFormation
Although this type of branding does not signify an attitude of attempting to affect someone in a certain way, it has the ability to represent a process based on emotions and attitudes toward our surroundings.
This, in turn, makes us aware and co-responsible, able to make choices because we are an active part of these processes, thus making us see that these processes indeed affect us. Because the activity and the reflections raised are immediate, direct, proximate, and concrete, even when sitting alone in the pile of Lego bricks, we are participating in a potential development that is just as important for innovation as the macro-mechanisms in society. This is where Bourriaud´s relational aesthetics in the arts and the branding thoughts from the design field join together in a "symbiosis" of awareness between man and his surroundings; to brand something is to put our mark on it, which is, in a wide context, exactly what is being done using white Lego bricks at Tullinløkka.
Moving towards the end
As is clear through the above discussion, The Collectivity Project touches upon time, space and materialall components that Bourriaud saw distorted in connection to consumerist distancing, lacking conscious cognition (Bourriaud, 2006, p. 9f) . But instead of merely being users and/or consumers of time, space, and material, we believe that the participants of The Collectivity Project are given the possibility of becoming practitioners, producers, and co-creators. From this perspective, the gap between the individual microperspective and the urban development´s macro-perspective can be shortened. It emphasizes the core of this discussion; how social art projects based on participation and direct contact with the material, can engender societal consciousness and material reflection.
With these processes, a democratic thought forms around the project, and the title of the project becomes clear in its intention, collectivity. As different individuals form their pieces of work through stacking, they are simultaneously participating in a whole, which can depict the different thoughts and wishes of the city's active population for the area. The people, who are actually going to use the future facilities of the area, get an opportunity to have a say in how it is going to look and how it is going to be used. Furthermore, when or if this is further implemented into reality, the participants will have the ability to interfere more consciously, and to be more aware about the situation-not as consumers, but as individual co-producers of a collective practice. This is where art can show its extended potential, and Innovation and societal development is important because it relates directly to the consumers of society and their needs. When thinking in innovative terms, it is important that we keep these consumers in mind, and take them with us along the way. We have debated that social development and innovative thinking can be based on certain values, which differ from the common perception of these aspectsdevelopment can be based on a practice of concrete creativity. Connected to the natural affectedness that art engenders; affectedness revolves around acknowledging the consequences of our actions, and that these are dependent on how close we are to the actual consequence. Closeness engenders responsibility and critical approaches, which are exactly why being close to what we produce, consume, and surround ourselves with is essential. It represents a natural and logical way to think ahead, and can thus propose an important aspect in the forming of values connected to conscious development and innovative thinking relating to different issues. Through their theories, Schiller and Gadamer reject the genius approach toward the creation of something new, and instead call for attention to simple ways of thinking solutions and development (Gauntlett 2011, p. 74) . Because the dwelling, development, awareness, and ownership that this activity generates can be just as important as the actual result of the process, there can be an opening for art projects such as The Collectivity Project to be considered meaningful in a societal context.
Highlighting a possible approach to developing processes from a material perspective, the single playing body is set in relationship to bigger processes. This bodily interaction with the material is noticeable. It becomes a meeting point between the individual and his or her surroundings. Because things and materials are solid and lasting, we can dwell on them in a way that we cannot do with a flowing volatile discussion (Sennett, 2009, p. 24) . Here, we find an advantage in the connection between man and material, an extended possibility for cognitive development. This has a resemblance to the theories on play, where the exploration of a material or object is a means toward understanding and developing, through seeing possibilities and limitations. Together, these implications show us that things, materials, or surroundings are essential to how our body thinks and makes progress-the body and its surrounding material are interdependent. In terms of showing how it can reflect material approaches toward how and where innovation can start, and what it can be, it collectively creates a springboard for the applied arts.
The Collectivity Project thus demonstrates that art is not closed off from our daily life, and is not merely an object of study, something to look at, safely stored inside museums and galleries (Dewey, 1934) . Art is sensuous and the recipient contributes to this process. Placed into a theoretical or philosophical context, with the potential of Lego bricks for activity and play, The Collectivity Project could be said to represent what professor in pedagogy Jorunn Spord Borgen calls a post war pedagogy (Spord Borgen, 1995) . This among other things implies playing your way toward results, as the building activity relates both to the imaginary and the real. The art project depicts the arts as an open field, where creative experimenting can generate ripple effects, a reference to a connection between aesthetic processes on the one hand, and the ability of art to have a societal responsibility and create room for discussion and political conditions on the other. By understanding art and design as experiences, as consciousness, and as participation, rather than just as artifacts, we can avoid giving defining characteristics of art that exclude potential artworks from being fulfilled as just that. This makes it possible for art projects such as The Collectivity Project to be seen as a part not only of society's cultural aspects, but also as a part of its developing processes in other fields. This is where new perspectives on the creation of conscious social development and innovative values can start.
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